The essay shows how in Dora Bruder, Modiano is able to call upon imagination and mobilize the novelist's craft while remaining faithful to historical truth. 
detailed description of the missing girl, and further driven by his own multiple bereavements, he undertakes to document her escapadeher fugue-seeking to understand by bringing it into parallel with his own experience as a runaway and his father's clandestine existence during the Occupation. His itineraries around Paris retracing Dora's footsteps yield information about her parents' background, and he learns as well that the family was deported and died at Auschwitz. The newspaper announcement exists. The young girl's name is real, although so richly overdetermined as to seem invented. Among its associations, the name brings to mind Rudy Modiano, the author's adored brother (bruder is "brother" in German), who died at the age of ten; it evokes Freud's Dora; and there are even connections to actress Francoise Dorleac, Catherine Deneuve's sister, who also died young and tragically. Nevertheless, a real Dora Bruder is listed in Serge Klarsfeld's Memorial des enfants juifs deportes de France. Modiano published a tribute to Klarsfeld in Liberation, in which he admits that reading, page after page, lists of names of deported children caused him to "have doubts about literature. Since memory is often the primary motor of literature, it seemed to me that the only book it was truly necessary to write was this memorial, as Serge Klarsfeld wrote it." His reading left him especially haunted by the many entries marked "unidentified child" [ "Enfant sans identite,"] and so, taking Klarsfeld as an example, "I tried to find a supplementary detail, an address, the slightest evidence about the life of one person or another. Some had left a trace."' Eventually, with Klarsfeld's help, Modiano was able to find photos of Dora and her parents, which he describes in detail in Dora Bruder (1997) and which appear in the book's English translation. ' Attempts to recreate the life of a missing person are familiar to Modiano's readers: Yvonne in Villa triste (1975) , Ingrid in Voyage de noces (1990) , a father almost everywhere, a mother in La Petite Bijou (2001) , a series of character sketches in the fifteen brief texts of Livret de famille (1977) , to name just a few. This last volume spells out the typical procedure followed by the various narrators, who are all, more or less, stand-ins for Modiano himself: in search of a certain Harry Dressel, one seeker's first step is to "gather material proof of Henry Dressel's passage through life In the process of his investigation, he meets a dog lover and kennel owner who keeps an archive of photos and pedigrees, because "He was tormented by the thought of all those thousands and thousands of dogs who died in total anonymity and without having left the slightest trace:'4 The modus operandi resembles that of a detective, but the narrator of Dora Bruder, like the others, undertakes a quest that is both intellectual and affective, and through which he strives both to know and to mourn. Inevitably however, at some point documentation fails, the trail reaches a dead end, and then, as Harry Dressel's narrator decides, "I had no proof, and my dossier was rather thin, but I planned to give free rein to my imagination. That would help me find the real Dresser' Modiano follows a similar procedure in Dora Bruder, while imposing one additional overriding rule, as we shall see.
My reading of Dora Bruder begins in February 1831, the date of Victor Hugo's first preface to Notre-Dame de Paris. Hugo's point of departure, and the foundation upon which his novel is built, is a single word cut into the stone wall in an obscure corner of one of the cathedral's towers. This graffito-the Greek word "ananke," variously translated as souffrance, tortures, and fatalite-is described as the "stigmata of a crime or of distress branded on the forehead of the old churchf The hand that scratched the graffito is long dead and forgotten, and as if this evidence were not meager enough, the inscription itself has since disappeared as well; the stone has been rubbed smooth by time, leaving only a memory. "Thus aside from 2 Studies in 20th & 21st Century Literature, Vol. 31, Iss. 2 [2007] Whether or not I have succeeded in conveying the legal intricacies of the situation, the implications of this distinction are immense. It suffices simply to reverse the proposition to show its relevance to Dora and Modiano: if it's written, it exists. The newspaper notice announcing that she had gone missing, hospital records, her father's army enlistment papers, even the numbers on her family's apartment building, and ultimately her name on the deportation list constitute written proof that she lived and died. Similarly, the fragments of letters assembled near the book's conclusion are the beginnings of analogous resurrections of other lost citizens. The narrator of Dora Bruder is attempting to write Dora into existence, along with these others; his book will serve as their identity papers.
The story our narrator is thus able to patch together is more than a biography of BRUDER, Dora (although that would have been achievement enough). He writes in order literally to save her life, that is, to rescue her from oblivion (from being an "enfant sans identite"), and not only in the existential sense but also as a legal member of the French (and the human) community. About another unidentified woman-the one who occupied the police van with the narrator's father, but who turned out not to be Dora Bruder- Like several of the New Novelists (with whom most critics take pains to avoid comparing him), Modiano constructs his book around an absence or a void: Dora herself, and more specifically, her fugue. The stakes are high here, and as in many Nouveaux Romans, the narrative procedures tell a key part of the story that cannot be told thematically, in the process giving us a window into how novels work, how they interact with historical realities, what their powers are, and their limits." The example that comes most immediately to mind is Main Robbe-Grillet's Le Voyeur (1955) , where the author uses the figure of erasure (which he had already deployed in Les Gommes 1953) to convey through its absence the existence of a crime that leaves a hole at the center of the story. The missing crime erupts transformed in odd places and distorts the narration, creating undercurrents, double entendres, and lapses in coherence and intelligibility, so that it is only the text's mysterious structures and convoluted style that figure and thus betray its secret. Comparing the purely fictional Le Voyeur to Dora Bruder is problematic, however, because if readers were to focus on the productive power of the signifier and on the capacity of language to create meaning, as the New Novelists' experimental writing asks us to do, we would run the risk of erasing Dora herself by suggesting that she is no more than a language effect. While he prowls the streets of Paris in search of traces, the narrator of Dora Bruder walks this perilous line. This is why he takes such care not to invent. The double emphasis in his tale on the methods of his quest and the overdetermined nature of the evidence makes the book into a site of negotiation between language and reality and between analytical detection and the psychic work of mourning.
On several occasions, Modiano permits himself to take detours through other stories that might elucidate Dora's itinerary, fashioning a complex intra-and intertextual web that circles around the central lacuna. Reconstructing Dora's activities during the first of her two "fugues" leads to an abrupt but illuminating allusion to another "traversee nocturne de that when the fugitives finally reach safety by climbing over a wall, they find themselves in a convent garden that Hugo situates "exactement au 62, rue du Petit Picpus:' and which is, according to our narrator, "the same address as that of the SaintCceur-de-Marie school where Dora was a boarder" (Dora 41-42).14 It was Dora who eventually ran away from the convent into the arms of the Gestapo, but it is Hugo who calls the sudden appearance of the convent an unexpected "enigma," a mysterious and uncanny locale ( "etrange maison"), ambiguously "promising access to the radiant gates of heaven only to open the horrible doors of the tomb."15 A mysterious complicity arises between the two books, and Hugo, who believes in "le hasard, c'est-a-dire, la providence" ("chance, which is to say Providence") (Hugo, Mis. 1 501) converses directly with Modiano, who asserts that "Like many writers before me, I believe in coincidence and, sometimes, in the novelist's gift for clairvoyance." Then he corrects himself: no, it is not a gift, but "simply comes with the profession" (Dora 42). 16 Modiano notices the way Hugo reaches beyond the real, and at the same time he alerts us to the presence of similar strategies in his own writing. with a peculiar luminosity, making him realize with a start that "this film was impregnated with the gaze of moviegoers from the time of the Occupation" (Dora 65-66).2° The narrator thus treats objects as memory sites capable of communicating about people long gone whose presence they have witnessed. And it is in these conversations among paving stones and street addresses, buildings and documents that imagination can legitimately take hold, and invention can implant itself without betraying the reality of the dead.
Still another intertextual figure appears between the lines, "en filigrane," as Modiano might say, to flesh out this portrait. Francois Truffaut's semi-autobiographical character Antoine Doinel of Les 400 Coups is close in age to Dora, and like Dora, he runs away from home and wanders the streets of Paris. Like Modiano's narrator, he is handed over to the police by his father and taken away in a police van or panier a salade. Doinel makes an appearance in another text in which Modiano, speaking as himself this time, traces another lost soul who died before he had a chance to know her: actress Francoise Dorleac. In Elle s'appelait Francoise, co-authored with Catherine Deneuve, he remembers having seen Les 400 Coups at its release in 1959 and muses about the film: "I was not aware that the scenes of the police van and [Doinel's] final escape [ "fugue "] were premonitory for me. At the beginning of the following year, I escaped from 8 Studies in 20th & 21st Century Literature, Vol. 31, Iss. 2 [2007] , Art. 9 http://newprairiepress.org/sttcl/vol31/iss2/9 DOI: 10.4148/2334-4415.1662 the school where I had been imprisoned for four years. I felt that sensation particular to such escapes [la fugue]: the intoxication of breaking abruptly with everything-an intoxication with no future and that Truffaut leaves suspended in a freeze frame, the last image of his film, so as not to break the forward momentum?' He adds: "The police van, I encountered that later too, in circumstances similar to those in the film and that Truffaut himself also experienced."21 By another strange coincidence of which Modiano is perhaps unaware, the working title of Truffaut's film was "Les Fugues d'Antoine." Truffaut, Antoine, Patrick, Dora. We can add to this list of fugueurs Modiano's father, who frequently evaporated for long periods, and who was on one occasion, as described in Dora Bruder, arrested by the Gestapo for interrogation and taken away behind the caged windows of a police van This literary fugue construction thus permits the emergence of a dialogic form of subjectivity. Conversations that arise between the present and the past, between the narrator and the streets and buildings of today's Paris, between Modiano and his literary and cinematic predecessors make it possible for Modiano's novels to respond to history by enabling multiple positions of enunciationhistorical, literary, filmic, imaginary-to "sing" in concert. Although she does not speak-and no one is allowed to speak for her-Dora can be understood as a historical person. Fictional structure creates solidarity across divides of real space, time, and generation. What is more, once spaces are opened for these voices, more of them emerge. Toward the end of the book, other individual historical victims make brief appearances, as the narrator gives us brief portraits of the dead through the inclusion of a series of "lettres perdues." By accepting delivery of these "dead" letters sent fifty years beforehand, he brings their voices into the fugue, making it possible for us to hear them.
Through these and other devices, Modiano's text neither ap-
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Studies in 20th & 21st Century Literature, Vol. 31, Iss. 2 [2007] As someone who remains a perpetual beginner at the piano, I can testify that the fugue is extraordinarily difficult to execute. Modiano's literary fugue is deceptively unimposing, unflamboyant, and modest, but it may be the only way the minimal notes of Dora's biography, the minimal traces of her presence can be authentically orchestrated. Admitting that he knows very little about her, he invites her to make a final fugue into his book, where her secrets will be safe. "I shall never know how she spent her days, where she hid, in whose company she passed the winter months of her first escape [fugue] , or the few weeks of spring when she escaped for the second time." By the book's last sentence, he realizes that his ignorance has not turned out to be a failure, however, but on the contrary, the very principle of her survival beyond death. Like Les 400 Coups, Dora Bruder ends with a freeze frame: "That is her secret. A poor and precious secret that not even the executioners, the decrees, the occupying authorities, the Depot, the barracks, the camps, History, time-everything that defiles and destroys you-have been able to take away from her" (Dora 119).25 It stands to reason that he, the narrator, finally realizes that he is pleased to have protected this precious secret, rather than stealing it from her. At the end, what he has succeeded in documenting instead is her absence, which he takes as proof of her existence. Even at rush hour, he is able to sense 
